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ABSTRACT
Ned Rorem is a contemporary 7-\merican composer. De­
spite the increasing amount of music he has contributed to the 
music scene, he is relatively unknown. At the time this paper 
is being written, information about his life and his work is 
scattered and limited. One purpose of this paper is to con­
solidate, clarify and correct pertinent personal data about 
Mr. Rorem. Much of this data has been collected from recent 
writings by the composer and personal correspondence between 
Mr. Rorem and this writer.
A second aim of this paper will be to clarify Rorem's 
philosophy concerning the role of music in the life of the 
layman and the artist. Contemporary music is following many 
different and conflicting paths. Of the diverse paths avail­
able to the contemporary composer, Rorem has deliberately 
chosen the path which is most closely associated with those 
composers who are eclectic in their selection of material.
This is in contrast to those composers who invent new instru­
ments with which to create music.
A song composer must be conscious of text. Contemporary 
composers are faced with the difficult task of finding contem­
porary poems which are compatible with the style of song. An 
aim of this paper will be to examine the texts of Rorem's songs. 
By so doing it will be possible to determine how he has solved
v
this particular problem.
Mr. Rorem has created many fresh, beautiful songs.
The final aim of this paper is to examine some of his songs 
and to analyze some cf the song writing techniques employed 
by him. This paper will deal primarily with those songs which 
he composed between the years 1948 and 1958. Mr. Rorem lived 
in France and Morocco during these years.
As has been stated, it is an aim of this paper to 
examine some of the songs composed by Rorem during his French 
years. By so doing it is hoped that we can clarify the means 
whereby he has combined traditional and contemporary techniques 
in creating his songs.
vi
INTRODUCTION
Ned Rorem is a contemporary American Composer. De­
spite the increasing amount of music he is contributing to 
the music scene, he is relatively unknown outside certain 
circles. At the time this paper is being written, informa­
tion about his life and his work is limited. Brief biogra­
phical sketches of Mr. Rorem appear in the 1966 edition of 
Who's Who in America and in Baker's Dictionary of Musicians.
A brief resume of the composer's career is included in an 
unpublished dissertation by Dr. William Sills Wright North, 
entitled: Ned Rorem as a Twentieth Century Song Composer.
Dr. North is on the music staff of Allegheny College, Mead- 
ville, Pennsylvania. One purpose of this paper is to con­
solidate, clarify and correct pertinent personal data about 
Ned Rorem. This data has been collected from recent writings 
by the composer and personal correspondence between Mr. Rorem 
and this writer, in addition to the above mentioned sources.
Music today is following many different and conflicting 
paths. Mr. Rorem, like many of his contemporaries, has stated *23
~̂Who1 s Who in America, 1966 edition, p. 1814.
2Nicolas Slominsky, Baker's Biographical Dictionary of 
Musicians. (New York: G. Schirmer, 1958), p. 1367.
3 ,William Sills Wright North, "Ned Rorem as a Twentieth 
Century Song Composer," (Unpublished D.M.A. Dissertation, 
University of Illinois, 1965).
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his philosophy of music in several articles and books. Of 
the diverse paths available to the contemporary composer,
Rorem has deliberately chosen the path in which is most close­
ly associated with those composers who are eclectic in their 
selection of material. This is in contrast to those composers 
who invent new instruments with which to create music. A 
second aim of this paper will be to clarify Mr. Rorem's philos­
ophy concerning the role of music in the life of the layman 
and artist.
A song composer must be conscience of text. Contem­
porary song composers are faced with the difficult task of 
finding material which is compatible with the style of song.
A third aim of this paper will be to examine the texts of 
Rorem's songs. By so doing, it will be possible to determine 
how he has solved this particular problem.
Mr. Rorem has created many fresh, exciting songs.
The final aim of this paper will be to examine some of his 
songs and to analyze some of the song writing techniques em­
ployed by him. This paper will deal primarily with those 
songs which he composed between the years 1948 and 1958.
There are several reasons for concentrating on this particular 
period. The period is set apart by a natural "time boundary" 
in that Rorem spent all of these years in France and Morocco. 
During his stay in these countries he kept an extensive journal, 
selections of which have recently been published under the 
title: The Paris Diary of Ned Rorem. This book gives us much
insight into Rorem as a composer and as a man.
3
The primary reason for selecting this particular time
period, however, is best summed up in the works of Rorem.
While in Paris in 1951, he wrote:
After ten years of chattering every known musical 
speech, of imitating now one and then another school, 
of wanting to become famous by writing like the 
famous, I've decided now to write again the way I 
did at age eleven when I knew no one: my music from 
my heart with my own influence.4
This desire to return to the past, thus ignoring all 
that has happened to him in the intervening years, is of course, 
wishful thinking. This statement is significant, however, be­
cause it marks a turning point in Rorem's career. He realized, 
at this point, that the music which he had composed up to 1950 
lacked distinctive character. Although he continued to use 
material from the past, from this time on he would arrange 
these elements in a way that would be distinctly Rorem. Short­
ly after making this decision he became more happy with his 
work. In August, 1951, he wrote;
The knuckles of my hand and my arm up to my shoulder 
are shot with pains from working so much in the com­
poser's cramped position. But never have I been so 
pleased with my own music; I have a recognizable style.3
As has been stated, it is an aim of this paper to ex­
amine the songs written by Rorem during his French years. By 
so doing it is hoped that we can clarify the manner in which 
he has combined traditional and contemporary te diniques in 
creating his songs.
4Ned Rorem, Paris Diary of Ned Rorem, (New York:
George Braziller, Inc., 1966), p. 6.
°Ned Rorem, "From a Composer's Journal," Commentary,
Vol. XXXXII, No. 5 (November, 1966), p. 86.
CHAPTER I
THE LIFE OF NED ROREM
Ned Rorem was burn in Ricnmond, Indiana, October 23, 
1923, to Dr. Clarence Rufus and Gladys Miller Rorem, He is 
the youngest of two children.
Rorem began to compose seriously at ten years of age. 
Before he was in his teens he had, as part of his self-imposed 
training, analyzed the works of several major composers, in 
particular the works of Igor Stravinsky.^ His interest in 
music was combined with an interest in other fields. He was 
and still is an avid reader, and as a young boy he was an en­
thusiastic collector of birds. By the time he was twelve, 
his "passion for ornithology was ferocious. . . He collected 
live domestic birds of all kinds and kept them in cages which 
he built for them himself. He knew the Latin names of all the 
birds in his collection and spent hours watching them and taking 
care of them. The birds were often allowed to fly freely about 
the house and, while the Rorem family took this in stride, 
visitors were of:en startled by che sudden swoop of a canary 
or a finch. His life was birds; but suddenly, overnight, he
-'■Ned Rorem, Paris Diary of Ned Rorem, (New York:
George Braziller, Inc., 1966), p. 129.
“Ibid., p . 95.
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lost interest in them and sold his whole collection for seven­
teen dollars with which he bought two record albums: Sky­
scrapers by Carpenter, and Stravinsky's Le Sacre du Printemps.3 
Although he never collected animals again, he retained a com­
passion for small animals for a long time after. In his Paris 
Diary, he describes his sorrow at having to destroy a crippled 
rabbit which he found while exploring ruins in Morocco. He 
was twenty-seven at the time.^ This interest in nature and 
the sympathy he feels for various forms of life reflects it­
self in the texts which Rorem selects for his songs and in the 
melodic lines of the songs themselves.
His parents were tolerant of their son's desire to 
make music his career. As a family they attended concerts and 
plays. Rorem recalls attending the play "Ghosts" by Ibsen 
with his family when he was eleven years old. They attended 
primarily to see the actor Nazimova. The appearance of two 
children in the audience caused a stir among the adults seated 
around them. In reply to a particularly barbed remark from 
two ladies seated in the row behind them, his sister turned 
around and said:
It's people like you that make plays like this
necessary.5
The following incident reveals the warm understanding and 
sympathy that existed between father and son.
3Ibid., P- 95.
^ I b i d ., P* 96 .
5Ibid., P- a)
When I was fifteen, once after one of those trembling 
and tender adolescent disputes with my family, when 
the child has not yet enough logic for his heart's 
defense, I ran away from home (oh, just three blocks 
distance to Chicago's Century Hotel on 55th Street) 
and for 48 hours was a Bohemian. And then I received 
a marvelous and comprehensive letter from Father 
telling me his understanding and why, and that the 
heart newly opened to freedom (which will never be) 
is ignorant. So I returned home, crumbled in tears, 
to my family's arms. I'll be always the prodigal 
son as long as I live away from America, and land­
marks, any arms I find along the way are just sub­
stitutes for Father's. . . . °
Rorem graduated from the University of Chicago High 
School in 1940 at the age of sixteen. In that same year he 
enrolled at Northwestern University, where in 1941 he met 
Virgil Thomson. Mr. Thomson had just returned from France 
where he had studied with the famous pedagogue Nadia Boulange 
Upon his return to the United States he took a position as 
music critic for the New York Herald Tribune, where, at the
time of his meeting Rorem, he was enjoying an active and ex-
• • • 7citing existence.
While in France, Thomson had become acquainted with 
the works of the great French music rebel Erik Satie. So im­
pressed was he by the creative style of this composer that he
wrote:
Satie's works are simple, as straightforward, as 
devastating as the remarks of a child. . . to those
who love them they are fresh and beautiful and firmly 
right.® 6*
6Ibid., pp. 111-112.
^Kathleen Hoover and John Cage, Virgil Thomson,
/New York-London: Thomas Yoseloff, 1959), p. 90.
8Ibid., p. 99.
7
Mr. Thomson became an ardent disciple of Satie. Darius Milhaud, 
when discussing the works of various American composers in the 
mid-1940's, said:
Finally Virgil Thomson, who collaborated with Gertrude 
Stein, is the real American disciple of Erik Satie, 
and divides his time between New York and Paris, to 
the great benefit of cultural relations between the two countries.9
Much of the admiration for French music passed from 
Thomson to his pupil and friend over the next few years. Al­
though Rorem did not really get to know Satie's famous work 
"Socrate" until 1950 when he was working in Paris, he first 
heard the work in 1943 when, at a country home in New Jersey, 
Thomson sang it to him.^
Thomson influenced Rorem in other ways besides this.
A significant characteristic of Rorem's songs is his use of
notes in the most economical manner. This frugality is a
direct result of the influence of the older composer:
. . . I was impressed by his thrift with notes. And
so I composed my first songs, with an instinctive 
and formal economy which I ’ve since tried vainly to 
recapture.H
This development of the ability to express himself in brief, 
concise terms proved useful to Rorem some years later when, 
in reaction to the "masterpiece complexes" which he detected 
in the working habits of his contemporaries, he wrote: *10
^Darius Milhaud, Notes Without Music, (New York:
Alfred A. Knopf, 1953), p. 300.
10Ned Rorem, Paris Diary of Ned Rorem, (New York:
George Braziller, Inc., 1966), p. 18.
■^Ibid. , p . 9 .
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I believe I shall be ever more tempted to write just 
songs (the forgotten art) with as few notes as possi­ble.12
Rorem left Northwestern in 1942. In that year he re­
ceived a scholarship for a year of study at the Curtis Insti­
tute, Philadelphia. He received his B.S. in composition from 
the Juilliard School of Music, New York, in 1946. After study 
at the Berkshire Music Center, Tanglewood, Lenox, Massachusetts, 
he returned to Juilliard and earned an M.S. in composition in 
1948.
The next two years were spent in private study with 
Thomson, Aaron Copland and Bernard Wagenaar, son of the famous 
Dutch composer, Johan Wagenaar. Among the many songs which he 
composed during the period 1946 to 1949 was a setting of a 
poem by Paul Goodman entitled "Poem". This song, written in 
1947, was written as a result of the composer's hearing for 
the first time "C" by Poulenc. Under the title "The Lordly 
Hudson", the song won the Music Libraries Association award 
for the best song of 1948. The title was changed at the 
suggestion of Mr. Goodman.
Since that time Rorem has been the recipient of many
important awards for composition. These include:
The Gershwin Memorial Award (1948)
The Lili Boulanger Award (1950)
The Prix de Biarritz (1951)
The Fulbright Fellowship (1951-52)
The Eurydice Choral Award (1954)
The Louisville Orchestra Commission (1955)
The La Jolla Symphony Grant (1956)
The American Woodwind Ensemble Grant (1957)
The Guggenheim Fellowship (1957-58)
12Ibid., p. 16.
9
These awards demonstrate Rorem's competence in various music
fields. He maintains a completely practical attitude about
these awards, which he recognizes as arbitrary, dependent
often on the taste and fashion of the day. (The importance
of the award is the money which a.ccompanies the recognition.)
In Paris, where he went to study as a result of the Fulbright
Fellowship, he learned that he had been passed up in his
attempt to win the Rome Prize and Letters Fellowship. In a
fit of despondency he wrote:
Why keep trying? It's not the idiotic recognition 
I want but the money.13
Nor does Rorem feel that he is alone among composers when it 
comes to writing for pay.
They (composers) also write for commissioners: assured 
performances plus palpable pay counteract their dreamy 
apathy. (Good dreamers make bad artists.) In fact, 
all my musician friends agree that money is their chief 
stimulation. 4̂
The fact that he did keep trying was due in part to his own 
determination to compose and to the help and encouragement 
he received from various people in Paris. Honegger had faith 
in his work,-1-5 as did Boulanger,1  ̂ and Villa Lobos.-^ *14567
•*-3Ibid. , p . 120 .
14Ned Rorem, "From a Composer's Journal," Commentary, 
XXXXII, No. 5 (November, 1966), p. 83.
15Ned Rorem, Pans Drary of Ned Rorem, (New York: 




However much moral support he received from these 
important people, it was the support, moral and practical, 
from Vicomtesse Marie Laure de Noailles that made possible 
his prolonged stay in Europe. Although he met the Vicomtesse 
shortly after his arrival in France in 1949, she remained 
aloof at first. On July 4, 1951, during a party, an incident 
took place which changed this relationship. As Rorem descri­
bes the incident:
By 3 A.M. I'd downed who knows how many magnums. 
Whereupon, in front of everyone, I approached the 
Vicomtesse, and with no conscious provocation gave 
her a whack that sent her reeling to the floor 
. . . the noble hostess motioned for them to re­
lease me, then rose with a bemused stare of utter 
satisfaction: . . . somebody new cared.-*-8
After they had become well acquainted, Marie Laure made a
real contribution to the development of Rorem as a composer.
She provided him with leisure time for work, equipped him
with two pianos, sponsored his concerts, took care of his
daily needs and was the main cause for his staying in France
for such a long time.-*-® In her mansions in Hyeres and Paris,
the glamor of daily life balanced by the example set forth in
her own working habits had a profound effect on the young
American. In October, 1955, Rorem reflected:
She has been my chief confidante and advisor: as 
sheer instruction goes, she corresponds in the French 
50's to what Virgil Thomson was for my American 40's.
My parents excepted, there is no doubt that she and 
Virgil are the two "older" people who've most influen­
ced my thinging and style.^




These years in France were important years in the
solidification of Rorem's creative thought. During this time
he came into contact with some of the most influential and
creative artists in the world. Along with comments on his
music his diary records conversations with Poulenc, Auric,
Boulanger, Picasso, Man Ray, Bernstein, Julien Green, Landowska
and many others. Although many of his contacts with these
people were only brief encounters, he considers them important
because with all of them he felt:
A contact, a generosity, a participation, a heat, a 
curiosity, an indelibility which permit (sic) me to 
say I knew and know and will always know them well.21
Rorem returned to the United States in 1958. From 
1959 to 1961 he was Professor of Composition and Composer-in- 
Residence at Buffalo University. Prior to his taking the 
post, this important position had been held by only two 
persons: Carlos Chavez and Aaron Copland. In January, 1967,
he took a position as Composer-in-Residence at the University 
of Utah. This position terminated in June at which time he 
returned to New York. He now risides near his parents at 283 
West 12th Street, New York, New York.
While he enjoys teaching, he feels that it saps him of 
time and energy which he would rather spend on composition.
His main source of income since his return to the United States 
has been commissions. His latest work, "Sun", was premiered by 
Jane Marsh with the New York Philharmonic Orchestra on July 1st 
and 5th of this year.
21Ned Rorem, Music From Inside Out, (New York:
George Braziller, Inc., 1967), p. 131.
CHAPTER II
THE PHILOSOPHY OF NED ROREM
As a focal point for expressing many of his views on 
the arts in general and music in particular., Mr. Rorem begins 
with questions that have been asked by laymen and artists 
alike. Most of his answers appear on the surface to be cursive 
However, if one takes the time to examine them more closely 
and to compare them with other statements made by him, one 
soon realizes that, not only are these answers as good as any 
one generally hears but, in addition, they have the added 
weight of coming from a contemporary creative artist who is 
in the position of constantly having his answers to these 
queries challenged.
Since his return to the United States in 1958, Mr.
Rorem has given many lectures at which questions have been 
raised which have a direct bearing on some of the practical 
aspects of composing. Also, since he is by nature a self- 
discerning individual, many of his answers are the direct re­
sult of his own soul-searching. In this chapter I wish to 
consider his answers to certain questions which pertain specifi 
cally to the actual composition of songs, that is, those things 




-When asked the question, "What is music?" Rorem answers
What is music? Why it's what musicians dol It's what­
ever a given listener feels it to be. It's any series 
of sounds and silences capable of moving at least one 
heart.x
He bases his reply on two factors. First is that music is mere
ly the production of sound followed by silence. This, on the
surface at least, is all music really is. He qualifies this
by adding that music must have emotional impact. Music must
move someone. Rorem is emphatic on this point. His biggest
criticism of the twelve-tone composers is that they:
. . . behave as if music should be seen and not heard.“
In Paris of 1955 he wrote on the same subject:
I despair of twelve-toners: they have lost the need 
for pleasure. Music's not to be understood, but to 
be felt. . .^
Recognizing this need for music to reach someone places certain 
pressures on the composer. In order for music to have this 
effect on the listener, the listener must be able to identify 
himself with what he hears. What he hears must have some re­
lation to something he has heard before. There must be a feel­
ing of familiarity. The composer, to satisfy this demand, will 
depend, in part, on those aspects of music which have proved 
successful in the past. Rorem states frankly that he depends 
on history to supply material for his work. During a brief 
return to the United States for a brief visit in 1955, he wrote
^Ned Rorem, Paris Diary of Ned Rorem, (New York:




When idiots on boats say, 'Where do your ideas come 
from?' I answer that it can't be explained. When 
clever laymen ask, I discuss the process at length.
But when other artists talk of this, I say, 'Ideas?
I steal them.1 And they understand. Sometimes I rob myself.4
Rorem is very knowledgeable; well trained in traditional har­
mony and music history. He is aware of those ideas which he 
has borrowed from other artists and does so deliberately.4 5 *
Far from apologizing for this, he maintains that to do so is 
a mark of ability:
It is conscious plagiarism that demonstrates inven­
tion: we are so taken with what someone else did
that we set out to do likewise. Yet prospects of 
shameful exposure are such that we disguise to a 
point of opposition; then the song becomes ours 
. . . It's unconscious stealing that's dangerous.
This really is Rorem's concept of inspiration: to be so im­
pressed by the music of another composer that he uses the 
same idea. Because the two are different individuals, however, 
in the hands of Rorem, the notes are changed. Thus a new son 
is created:
Composition is notation of distortions of what com­
posers think they've heard before. Masterpieces are 
marvelous misquotations.7
While there are, of course, many composers who object to this, 
these are the technical resources that form the background




’ibid. , p . 11. 
Ibid., p . S 8.
ONed Rorem, Music From Inside Out, (New York: 
Braziller, Inc., 1967), p. 54.
George
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Rorem goes on to define the effect this music will 
have on the listener.
It may move us, but won't change us. The exposure 
to music may change us (though one may be exposed 
for years with immunity), but not the music itself: 
it can only awaken and make us more what we already 
are. 9
With this statement, Rorem's definition takes on a 
deeper more involved meaning. Music, like the parable of 
the sower, is dependent on favorable conditions to bear fruit. 
In this case it is the sensitive, sympathetic listener in 
whom music will develop these qualities which already exist 
within him. In other words, the successful listener is one 
who benefits from that music with which he can identify.
2\ny music with which the listener can identify, be­
comes, for that person, good music.
Good music? The music that is good for you, that 
disturbs you involuntarily . . . Longevity is no 
prerequisite since 'good' is not an artistic but a 
moral ingredient. 0̂
While Rorem is opening new ground for discussion, he again 
makes the case for the personal aspect of music. We cannot 
escape the fact that music is an individual thing and it is 
this important idea that serves as an influence on Rorem. 
Music, according to Rorem, is to be felt, not understood.
This holds true for the listener as well as the composer.
Rorem carries the discussion of "good" music a step 
further by comparing it finally with "great" music.
9Ned Rorem, Paris Diary of Ned Rorem, (New York: 
George Braziller, Inc., 1966), p. 14.
10 Ibid.
xt>
But great music doubtless does deal with time, 
though not with decisions of the greatest number.
The mass does not decide. If Michelangelo did 
create for a mass (debatable) his subject matter 
was the same as that of the lesser. He was great 
. . . because he was Michelangelo,
While good music statisfi.es the immediate needs of the listener, 
great music, the work of a great creative soul, is not so ob­
vious. This music, too, is ultimately dependent on support 
from sensitive, intelligent listeners, who will in turn be 
lifted and supported by it.
This rather detailed concepc of music is by no means 
new or unique. In a world of high costs and quick communica­
tion, however, it is important that we tdike time to reexamine 
and clarify our thinking on these basic questions. Rorem ex­
presses himself in brief, eloquent terms; terms which have 
special significance because of his position in the world of 
art.
As a result of the development, in the 18th and 19th 
centuries, of the concept of musical genius, there developed 
among art lovers and the general public a great curiosity 
toward artistic inspiration. Out of this desire to explain 
the creative process in everyday terms came many interesting 
and fantastic stories. Most of us have had pictured for us 
at one time or another artists, specially composers, lying 
beside a brook, listening to thunder or taking notes on some 
other phenomena of nature. Other artists waited for mystic 
revelation, perhaps in a dream, which would give them the 1
11 Ibid-.
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initial idea from which to create a masterpiece. Despite 
comments to the contrary, which came usually not from the 
composers but from various scholars and philosophers, most 
people preferred to explain artistic creation as an act
1 Oinspired by some means denied the ordinary person/'"
While dining at the home of a friend in Morocco in 
the early part of 1952, Rorern was confronted with the follow­
ing situation.
And then Madame P. asks the question I despise the 
most (the question showing that people may love 
artists, but can't love art): 'What magnificent 
inspiration you must find in Marrakech; you, a com­
poser so attuned to beauty.' . . . It's hard for
people to realize that the artist's inspiration is 
always present and all he needs to express it is 
concentration. . . We all know that the beauty of 
art is interior, but if the composer writes what 
he sees in nature, hc/li cultivate nothing more 
than Cyril Scott's lotus or MacDowell's wild rose 
. . . If I allow myself to go astray to Tinerhir,
which is the garden of Eden, then I am lost.
In the same way that hearing music will develop that
which is already in a person, so composing is the process of
putting on paper that which is already in the artist.
A composer takes inspiration for granted and pro­
ceeds directly to perfecting his technique. 4
Rorem does not deny that there are times when composition 1
12Edward E. Lewinsky, "Musical Genius-Evolution and 
Origins of a Concept," Musical Quarterly, Vol. L, No. 3 
(July, 1964), p. 321.
1 *3Ned Rorem, Paris Diary of Ned Rorem, (New York: 
George Braziller, Inc., 1966), p. 83
14Ned Rorem, Music From Inside Out, (New York: 
George Braziller, Inc., 1967), p. 38.
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comes quickly; in fact, this is how he composes most of his 
songs.^ Basically, however, the successful composer is one 
who has a firm knowledge of his field and works consistently 
at the task of composing.
Rorem composes for the basic reason that he has to.
He feels that other composers are not creating what he wants 
to hear, thus he is compelled to create it himself.1  ̂ Music, 
for Rorem is not something which has been said, but a form
in which to say it. Nor is the artist always sure just what
] 7it is he has said.
Since Rorem's language is one of expression, he pre­
fers to set lyric poems by contemporary authors. He selects 
lyric poems because they are an expression of the poets 
feelings. He prefers the poems of living authors because 
artists have more in common with contemporaries than with 
artists of an earlier time. However, since most contemporary 
poetry does not lend itself to the broad melodic lines which 
Rorem employs in his songs he is often forced to rely on 
poems written by poets of the 19th century. The texts which 
Mr. Rorem set during his Paris years will be discussed in 
more detail in Chapter four.
IS .Ned Rorear, Pans- Diary of Ned Rorem, (New York; 
George Braziller, Inc., 1966), p. 220.
1GNed Rorem, "From a Composer's Journal," Commentary, 
XXXXII, No. 5 (November, 1966), p. 87.
17Ibid.
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Rorem considers the writing of songs to be a trium­
virate which involves first the composer and poet and event­
ually includes the performer. There are times when a slight 
change in the text is advisable in order to permit a more 
musical setting. Rorem advocates that the composer discuss 
the possibility of such changes with the poet. His own ex­
perience has been that the better known poets are usually 
agreeable to reasonable requests for minor text changes.
Unestablished or mediocre poets usually will not be swerved
18from the details of their original conception.
Finally, after the song is finished, Rorem will dis­
cuss with the performer ways of improving the song. All this 
sounds like a lot of compromising of artistic ideals, but 
Rorem considers song to be a cooperative effort. He recognizes 
the need for ideals in art, however, he reminds us that each 
of the people involved in the creation of his songs— poet and 
performer— is a specialist in his particular field, hence 
each has a special contribution to make. The composer can 
sharpen his own craft by keeping an open mind to the advice 
offered by these executants.̂  A second point to consider is 
that song, by its very nature is a collaborative form, there­
by an impure musical form. Collaboration implies concession, 
but this is a part of adaptability which is in itself a
18Ned Rorem, Music From Inside Out, (New York:
George Braziller, Inc., 1967), p. 43.
19 Ibid., p . 4 3.
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learning process.
An outstanding feature of Rorem's songs is their 
singability. While there are many factors which contribute 
to this important aspect of song, some of which have been 
mentioned, Rorera has developed a unique compositional tech­
nique which he believes is responsible for the fact that his 
songs are vocally performable. He believes that in order to 
insure a good song, the composer should write only that which 
he himself can sing. This may come as a shock to those who 
have heard of many famous composers who expect the performer 
to play what has been composed regardless of the technical 
difficulty of the work. It is true that instrumental techni­
que is in the state of constant development because of the 
demands placed on instrumentalists by the idealistic composers. 
Despite this, Rorem feels that, just as the only poems he 
personally understands are those which he has set, so the 
music he best understands is the music he makes for himself.
. . . no composer can go far wrong if he estimates 
his vowels and consonants and prosody and all other 
attributes of song by letting them come naturally 
from his own vocal cords (sic) while in the act of 
composing. What he can do, his performer can do; 







There is another implication involved in Rorem's
insistence on the importance of performance. Rorem has a
great respect for people who "do" things. They are, the
performers: those people who get things done. This applies
not only to the artist, to whom results are imperative, but
to the lay person as well:
Nothing can touch me more than lay-people's love 
for music, not those who sit in concert halls, but 
those who play at home; not those who say, 'If 
only my mother had forced me to practice.' but 
those who practice anyway.
This is a practical lesson to the composer. Art is not an
aostraction of ideas but an incarnation of ideas. The real
25artist 3udges only results, never possibilities.
Music must be performed in order to exist. It is 
dependent upon and has an effect upon the composer, performer 
and listener. Art, if left in the hands of people who wish 
they could perform, would disappear. By his words and by his 
example, Rorem warns us of the dangers of leaving the perfor­
mance of music to others. It is consistent with Rorem's 
thinking that he believes that those who enjoy and understand 
music the most are those who are active in it. *2
2^Ned Rorem, Paris Diary of Ned Rorem, (New York: 
George Braziller, Inc., 1966), p. 84.
2-*Ned Rorem, "From a Composer's Journal," Commentary, 
XXXXII, No. 5 (November, 1966), p. 86.
CHAPTER III
THE TEXTS OF THE PARIS SONGS
As was stated earlier, Rorem insists that careful 
discrimination in the choice of texts is essential to success 
ful song composition. For his songs he prefers a lyric poem 
since this type of poem is an expression of its author's feel 
ings.^ With the exception of his "folk" songs, he generally 
avoids poems that are narrative. The texts which he set to 
song during his Paris years cover a range of emotions as ex­
pressed by a variety of poets. Some of the individual char­
acteristics of these settings will be discussed in Chapter 
four.
Although Rorem wrote many songs while in Europe, only 
twelve of his lyric works written during this period have 
been published. The following is a list of texts which were 
set in Europe. In addition to general characteristics about 
each work, the date of composition of the work is included 
whenever it is known. 2
^Ned Rorem, Music From Inside Out, (New York: George 
Braziller, Inc., 1967), p. 38.
2In addition to the above mentioned folk songs, Mr. 
Rorem wrote several song cycles while in Europe. Most of 
these employed French or Italian texts. To the knowledge of 
this writer, none of these cycles have been published to the 
date of this paper.
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The poet whose work appears most often in Rorem's 
songs is Walt Whitman. Four of his poems were set from 1954 
to 1957. They are: Youth, Day, Old Age and Night, July 6, 
1954; 0 You Whom I Often and Silently Come, July 16, 1957;
To You, July 17, 1957 and As Adam Early In The Morning, July 
24, 1957. The first of these quiet, personal exclamations 
is a gentle warning to youth of approaching old age. The 
remaining texts, all. of which were composed within one week 
in 1957, are messages of assurance and invitations for com­
munication between friends.
Two texts by Robert Browning were set within a period 
of a few hours in 1953. In A Gondola, set at midnight, Decem­
ber 2, 1953, was followed the next day by Pippa's Song, Decem­
ber 3, 1953. It is mark of Rorern's competence that these 
two texts, so different from each other in thought and meaning, 
could be set within this brief time span. In A Gondola, a 
gentle love poem, is set over a monotonous triple accompani­
ment representative of the rocking motion of a boat in a canal. 
The accompaniment to Pippa's Song consists of a constant tre­
molo in the bass and imitative figures in the treble. The 
accompaniment and the leaping melodic line represent the joy a 
young girl feels in the early morning of a beautiful spring 
day.
The poems of Paul Goodman, whose text The Lordly 
Hudson has been mentioned earlier in this paper, are repre­
sented in this list by two poems. Sally's Smile, September
12, 1953, is a bright love poem. In the poem, a young man
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describes the brilliance and appeal of his sweetheart's smile. 
Such Beauty As Hurts to Behold, July 10, 1957, is of a more 
contemplative nature. In this poem, a man compares his lover's 
beauty with gently falling rain. Although it is bright and 
warm in the room, he shivers and breathes a pray of thanks for 
having found such a person. Rorem employs a series of wide 
leaps in the melody to express the nervous tension of the 
young lover's. An air of mystery is developed by the use of 
a bass line which descends in a chromatic scale.
Four poems by four poets complete the list. Song For A 
Girl, John Dryden, November 21, 1953, and Gertrude Stein's, I 
Am Rose, September 29, 1955, express bright lively emotions of 
vivacious women. Both are set to bright, rhythmic music.
Quite different from these is Robert Iliilyer's Early 
in the Morning, set in 1954. In this subdued poem, a man 
relives some of the happy experiences of his youth. He re­
calls the fresh early mornings in France and the joy he felt 
at being "twenty and a lover, and in Paradise to stay." Un­
requited love is the theme of See How They Love Me, October 
7, 1956. This text was written by Howard Moss.
Rorem selects texts which he feels have strong 
aesthetic value which can be enhanced by music. While he is 
not always happy with his settings, all of his songs are based 
on powerful texts.
The text dictates the shape which the song will event­
ually take. Most often this will be a positive influence, the
r
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text and music will flow together. On occasion, however, the
composer may choose to create a conflict between text and 
3music. This creates a sense of tension which, in Rorem's 
songs, usually builds to the end of the song. Here it is re­
solved to give a feeling of finality to the work.
Whether the elements of the song work in unison or in 
contrast, the text and music must combine to form a greater
element than either text or music enjoyed alone. This "whole"
4is music which takes its impetus from the words of the text.
In Chapter four, we will discuss the means with which 
Rorem simplifies and consolidates his music without sacrifi­
cing the balance which must be maintained between text, 
melody and accompaniment.
^Ned Rorem, Music From Inside Out, (New York: George 
Braziller, Inc., 1967), p. 40.
^Ibid., p . 42.
CHAPTER IV
THE SETTINGS OF THE PARIS SONGS 
Melody
All music is a sung expression, and all instruments 
attempt to emulate the human voice.
Melody, of course, is the primary ingredient of song: 
Simply say the word and it suggests the human voice.2
W„th these brief statements, Mr. Rorem makes clear 
much of what he is trying to accomplish with his music. He 
states, in no uncertain terms, his belief that the human voice 
is the prime means by which man can express himself musically. 
It follows then that melody occupies the foremost position of 
importance in song. The ability of the composer to create 
meaningful melodies will determine the field in which he will 
concentrate.
A composer's inborn talent for making good tunes 
probably determines the medium upon which he will 
concentrate.3
Rorem's ability to create meaningful melodies is acknowledged 
among music critics: *3
'̂ Ned Rorem, "From a Composer's Journal," Commentary, 
Vol. XXXXII, No. 5 (November, 1966), p. 85.
9 .Ned Rorem, Writing Songs: American Record Guide,
Vol. XXVI, No. 6 (February, 1960), p. 407.
3Ibid.
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Rorem has steadily refined and sensitized his vocal line and its accompaniment.^
He is, at 32, a master writer for the human voice.* 5
. . . I cannot imagine his writing an unvocal line
or awkward phrase. . .6
Much of Rorem’s success in writing can be attributed 
to the fact that he understands and accepts the singer who has 
been trained in traditional vocal techniques. As a result of 
this his melodies are smooth and flowing. Wide intervals are 
generally avoided. When they do appear the musical reasoning 
behind their use is clear and they are usually given additional 
support in the accompaniment.
The following example demonstrates Rorem*s melodic
style.
Example 1. Early in the Morning; m. 5-8.
The melody is confined primarily to seconds and an occasional 
third or fourth. An exception to this is the minor sixth which 
begins the B section at measure 23. While this interval is not 
difficult to hear and perform, it is crucial to the change in 
key which accompanies a new section at this point. It is for 
these reasons that Rorem anticipates the change in the accompani­
ment by the following method.
^Notes Magazine, 10:686, September, 1953.
5Time, 65:62-63, May 23, 1955.
5R. Stein, Musical America, 79:23, December 15, 1959.
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Example 2. Early in the Morning: m. 22-23.
maintain movement, Rorem often alternates rapidly between 
dissonant and consonant chords. He takes the cue from the 
words:
flung in to the winds that mile on mile flow 
northward from the Miami gardens
to create the following section.
Example 3. Sally's Smile: m. P-11.
Rorem has used a similar passage in the accompaniment to form 
an ostinato passage. The light texture that the song demands 
is insured by the fact that this ostinato remains in the upper
register.
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Example 4. Sally's. Smile: m. 1
This figure remains constant throughout the entire work and 
is abandoned only for the cadence in the final three measures.
The method employed by Rorem to support a melody com­
posed of wide intervals is demonstrated in Pippa's Song, a 
setting of a text by Robert Browning. Sixth, sevenths, and 
octaves appear in the melody line as Pippa expresses her joy 
at the arrival of spring. The tremolo accompaniment doubles 
the new note of each wide interval and anticipates the pitch 
on which the phrase comes to rest.
Rorem's knowledge of the human voice is demonstrated by the 
fact that in this short work he writes 6 high A's, 4 B's and 
high C and a sustained high D. Yet the work is contrived in 
a way that, while performance of the song is demanding, the 
logic of the melody and the excitement that is created through 
the constant leap of intervals creates an atmosphere that 
carries the singer. The song seems to sing itself.
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Harmony
Rorem's accompaniments are influenced by his belief 
that song is music with piano.^ For this reason his accompani­
ments rend toward bland, neutral patterns against which the 
melody gains prominence. On rare occasions the accompaniment 
will vie with the melody for a dominant position, but it is 
immediately subdued.
The harmonic structure of the songs is triadic. Like 
the harmonic developments of the early twentieth century, 
chords of the 11th and 13th are in evidence.
Example 6. Youth, Day, Old Age and Night; m.5-8.
The result of this constant use of these chords often 
results in bitonal works. This is clarified by the use of 
double roots which appear in the bass as parallel fifths.
Example 7. Early in the Morning: m. 13-16.
■LNed Rorem, Music From Inside Out, (New York: George
Braziller, Inc., 1967) , p. tO.
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While the accompaniment has as its tonal center the key of 
B flat, the melody is in F minor. In measure 22, the B flat 
introduces a key change. It becomes the V chord for the key 
of E flat., the key of the middle section. The melody of this 
section remains in B flat minor. Hence the relationship of a 
fifth which began the work is continued in this section. The 
melody modulates back to the original key for the return of 
the A section. The air of wistful nostalgia, the central 
theme of the text, is emphasized by the final chord. This 
chord makes use of open fifths and is based on the tonal 
centers of B flat and F.
Rorern develops his harmonic scheme over simple bass 
passages. Here Rorem borrows from the baroque period. Com­
parison of a bass from the baroque period and one from a Rorem 
song will demonstrate how a scale is used to provide the 
foundation of a song.
Example 8a. Sarabande. Johann Pezel
Example 8b. Oh You Whom I Often and Silently Come. Rorem
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Despite the similarity of the two basses, Rorem manages to 
create a sense of excitement and suspense by beginning on 
the dominant of the key of A. lie maintains this feeling of 
insecurity by avoiding the tonic triad until the end of the
song.
In the song As Adam Early in the Morning Rorem borrows
another technique common in the baroque harmonies. This song 
is developed over a ground bass.
Example 9 As Adam Early in the Morning: m. 1-2.
Rorem often creates a sense of movement and suspense
by the simple means of thickening the texture of the accompani­
ment, as the preceding example illustrates.
It would seem that Rorem realizes two of his major 
goals during his Paris Years. By his own definition, he has 
proved successful as a conservative. However, again by his 
own definition, he has proved equally successful as a reaction­
ary . That is, while he uses some of the traditional composi­
tional devices in a fresh way, he uses some unchanged. His
songs remind the listener of something which has been heard
2before, yet there remains a unique quality about them.
Rorem also proved successful in his efforts to con­
dense his music. He did this without sacrificing the beauty 
of the flowing melodic lines. His accompaniments become more
^Musical America, 80:41, May, 1960.
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concise during this period. He has ail but obliterated passages 
in which the piano performs alone.^ During this period he came 
to rely on the block chord as an accompanying device. By this 
means, the melody gained an increasingly important role in the 
songs. It would seem that Rorem became more critical in his 
choice of notes for the accompaniment. Only taose notes which 
are essential to the over-all performance of tne song are em­
ployed. His songs are never under-composed, yet they contain 
within them the necessary elements of motion and texture.
Texture
It would seem that Rorem achieves the most variety in 
his work in his treatment of texture. By presenting the ac­
companiment in block chords, polyphonic passages or a combina­
tion of the two, Rorem is able to create an interesting back­
ground of sound without overpowering the melodic line. Example 
six illustrates Rorem's block chord accompaniment. Linear 
texture is achieved by the use of imitative passages. Imitation 
appears most often at the end of a vocal phrase.
^Of the 370 measures which make up these twelve songs, 
the piano performs alone in only 39 of them. Nineteen of these 
measures are in two songs. This is a great change from his 
songs composed before this period. Old Woman of the Mountain, 
for example, 1950, is 65 measures in length. The piano performs 
alone in about one-third of these.
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Example 11 As Adam Early in the Morning: m. 11-12.
As was stated, chords and imitation are sometimes 
combined to produce a different textural pattern. The follow­
ing example demonstrates this technique. Additional variety 
is achieved by the use of tremelo treatment of the left hand. 
The right hand moves in constant imitation of the voice.
Example 12 Pippa's Song; m. 3-6.
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A third means of achieving textural variety is the 
use of cantus firmus. Although the device is old, Rorem 
creates a fresh sound by introducing into his work elements 
of contemporary jazz piano.
Example 13 See How They Love Me: m. 13-15.
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Rorem received the following letter of praise and
advice from Nadia Boulanger in 1952. She wrote:
You have been marvelously gifted. Let me tell 
you again. Whoever wants to do great things 
must endlessly ponder over the details. What 
comes from it, alas, is only and exactly from 
the soul.1
A letter from the world-known pedagogue is bound to 
influence the work of a young composer, although it is diffi­
cult to imagine a man as talented and intelligent as Rorem not 
"pondering over details". There are many instances in the 
songs where repetition of text would seemingly justify a re­
petition of music. Rorem, however, avoids monotony by varying 
some of the detail of the music.
The following example demonstrates the manner in which 
Rorem provides variety for a repetitive text.
■'"Ned Rorem, Paris Diary of Ned Rorem (New York:
George Braziller, Inc., 1966), p. 112. v
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Example 14 See How They Love Me : m. 3, 8, 13.
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Variation of the accompaniment provides interest and distracts 
from a repeated melodic line.
Example 15 0 You Who I Often and Silently Come.? ro.. 2, 6, 10.
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Variation of rhythm and texture provide the changing background 
for the text by Paul Goodman.
CONCLUSIONS
This study of the Paris Lyric Songs of Ned Rorem is 
concerned primarily with three areas of concentration, These 
are; a biographical sketch of the composer; the composer's 
philosophy of music; and an analysis of the lyric songs com­
posed by Mr. Rorem during his Paris years. The latter of 
these three areas is divided into two areas. The first is a 
study of the texts of the songs, the second area is an analy­
sis of the compositional techniques utilized by Mr. Rorem in 
these songs.
Nothing need be said in this chapter about the life 
of Mr. Rorem. If we are to formulate any valid conclusions 
about Rorem, these conclusions must be formed on the basis 
of his philosophy and his music.
Rorem holds that music must be a shared act. It exists 
to involve the emotions of the composer, the performer and the 
lisJ mer. As a composer, Mr. Rorem relies on traditional 
techniques to create music which will satisfy this basic need. 
By employing these techniques in a fresh manner, he has pro­
vided the contemporary performer and audience with interesting 
pertinent material.
It has become fashionable to determine the musical 
worth of contemporary music by the number of surprises which 
one finds in the score. Accordingly, composers often appear
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to vie with each other in the discovery of new and startling 
sounds. These composers, in their attempts to find new 
materials with which to create these sounds, have turned in­
creasingly to the discoveries of science and mathematics.
Rorem rejects this type of creative activity for two 
reasons. First, he cannot cope with this kind of creative 
activity. As he says:
There is nothing on earth of which I'm not capable 
except experimentation.
His primary reason for rejecting this method of composition, 
however, is because it is of no emotional value to him. As 
has been stated, music, for Rorem must be felt.* 2 While not 
all of us share the opinion held by Mr. Rorem concerning the 
emotional value of this music, we will have to admit that 
these techniques of composition appear less successful in the 
area of song than in orchestral or even choral music. It is 
precisely in the area of song that Rorem has focused his 
creative ability.
Following the example set by the twentieth century 
business man, Rorem has sought means of achieving greater 
economy in his compositions. This move toward a more effici­
ent means of expression is most evident in the accompaniments 
of his songs. Measures in which the piano performs alone are 
all but obliterated in the Paris songs. This has resulted in 
a more brief, concise musical statement. As the accompaniment
"*"Ned Rorem, Paris Diary of Ned Rorem (New York:
George Braziller, Inc., 1966), p. 69.
2Ibid., p. 215.
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has been condensed, Rorem has placed the melodic line of his 
songs in a position of increased relative importance. He has 
accomplished this by allowing the melody to retain the long 
flowing lines which was characteristic of his earlier works.
Rorem has sik seeded in preserving in the accompani­
ment a feeling of movement and vitality. The accompaniment, 
while second in importance to the vocal line, provides interest 
and challenge for contemporary accompanists.
It would seem that Rorem has avoided the issue of texts. 
Most of his songs are based on poems of the nineteenth century 
poets. As has been stated, Whitman and Browning are well re­
presented in the Paris songs. The remaining texts, while 
written by contemporary poets, are all written in the style 
of the nineteenth century romanticist. While all of these 
texts have strength and beauty, none of them deal with sub­
jects which are uppermost in the thoughts of contemporary 
listeners. In his choice of texts, Rorem appears to call 
attention to a world that no longer exists. This writer finds 
it more difficult to identify wirh the words of Rorem's songs 
than with the music. It is true that many of the musical 
techniques employed by Rorem are characteristic of the 
renaissance and baroque period. However, Rorem has remolded 
these techniques and brought them up to date. He is powerless 
to do this to the texts.
Charles Wuorinen, writing for Perspectives of New 
Music magazine, summed up one of the problems with which the
contemporary song composer is forced to deal.
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It is well known that vocal training and technique 
are so woefully behind the relevant contemporary 
repertoire that fewer and fewer young composers 
concern themselves with it.3
Rorera shares this concern for the lack of singers of 
contemporary song. He is cognizant of the problems which 
confronts the vocal performer. The singer finds it very diffi­
cult to earn a living unless he satisfies the demands of the 
public. Rorem sums up the attitude of the public in his book 
Music From Inside Out.
The public is after bigger game: it wants a voice 
backed by the sonorous gloss of orchestras and the 
visual sheen of decors. A singer who can still 
attract the public to his piano— vocal concerts 
so uniquely through an established opera reputation.
Rorem, therefore, does not apologize for the fact that much of
his music is composed for the singer trained in traditional
techniques. Furthermore, Rorem has a great respect for singers
because they, more than any other performer can add a sparkle
and life to a performance. The singer employs not only his
voice but his personality as well. Re has no mechanical tool
with which to dazzle the audience. The voice, to Rorem, is
the most emotional of instruments. All instruments seek to
5emulate the human voice.
In creating his music, Rorem has accepted challenges 
which many composers, for a variety of reasons, reject. His
-^Charles Wuorinen, "The Outlook for Young Composers," 
Perspectives of New Music, Vol. I, No. 2 (Spring, 1963), p. 57.
4Ned Rorem, Music From Inside Out (New York: George 
Braziller, Inc., 1967), p. 62.
-’Ibid. , p . 64 .
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rational for meeting these challenges is his insistance that
composers must create music which is meaningful to them.
The true advance guard is freedom— that of being 
honest about one's own creative logic on one's 
own terms.6
Rorem wants his music to be accepted, but it must be on his 
terms.^ He insists on being an individual. By so doing, he 
has created music of lasting beauty and interest to the per­
former and the listener. His music reflects the sensitive, 
warm personality of its creator. Today's society is becoming 
increasingly computerized. Rorem refuses just another number 
on a card to be put through a machine. It is this continuous 
determined effort to remain an individual which has served as 
a guiding force in his life and his music.
^Ibid., p. 32.
7William Flanagan, "Review of Records," Musical 




C. F. Peters forwarded your letter to me; I'm pleased 
and honored that you're doing a thesis on my songs. I do hope 
you have the Columbia recording of my thirty-two songs (now 
out of print) and the CRI record of POEMS OF LOVE AND THE RAIN. 
The latter cycle is published by Boosey & Hawkes.
As for biographical material, you can refer to the 
current (1966-67) WHO'S WHO IN AMERICA. But much better would 
be my own recent booK THE PARIS DIARY OF NED ROREM. Another 
book of mine, MUSIC FROM INSIDE OUT, will be published in early 
March. Both are published by G. Braziller and could be ordered 
through your local book store.
If you need further details - such as a list of works - 








A hasty reply (hasty as possible) to your recent re­
quests. First of all, why don't you contact Dr. Wright North 
of the Music Dept, at Allegheny College in Meadville, Pennsyl­
vania. He just wrote a quite comprehensive Doctorat (sic) on 
my songs, and he knows more about them than I do. I'm sure 
he'd send it to you if you promised to quote him.
I'll return the tape. I liked your singing. I never 
dreamed a man could perform such airy songs, but you do them 
with both beauty and accuracy. (A bit too perfunctory for my 
taste, but that's not wrong.) I graduated from University of 
Chicago High School at 16 in 1940. Composed since 10. No 
church participation, no instrument besides piano-including 
voice. One sister, 18 months older, widowed with 6 children. 
Parents quite tolerant of musical career. Dr. C. Rufus and 
Gladys Miller Rorem, aged 72 and 69 now live quite near me in 
New York. . . Went to France because, by nature, I was French
since birth: had to go. Certainly no teachers influenced me.
I make my own decisions. . . My NEW YORK DIARY (1955-61), which
is to be published in Sept, will answer most of your questions. 
Wrote a lot of songs then--mostly cycles (some in French and 
Italian). Returned here to stay only in 1958. Neither Marie 
Laure nor Virgil T. were "helpful" to my career, only to my 
life and education; my career is my own doing. I never really 
studied formally in France: my Fulbright with Honegger in 
51-52 was nominal. I don't feel 12-tone music— any of it.
Lucia D's music pleases me, especially to watch her play it. 
Bill Flanagan's address is 50 West 12th Street, New York City 
10011. He'll tell you if his statements are "true". It's 
not for me to know about my influences; composers always try 
to disguise such things. I've taught only in Buffalo and Utah. 
Am good at it but disapprove: it saps composers. . . . Mostly
I li.ve off commissions: at present my new SUN will be pre­









The University of North Dakota
Grand Forks, North Dakota 58201
Dear Mr. Enstad:
In response to your recent request concerning the degrees 
earned by Mr. Ned Rorem at Juilliard School of Music, we 
are pleased to confirm that he received the Bachelor of 
Science in Composition in 1946 and the Master of Science 





50 West 12th Street 
New York, N.Y. 10011
June 17th, 1967
Dear Mr. Enstad:
As I recall it, there was some sort of flap at the 
time the notes to the Rorem album were published because a 
key opening paragraph had been cut and, as a result, I was 
the subject of some criticism, both in the press and pri­
vately, frr calling Ned's music "pretty." The deleted 
paragraph made it clear that, the temper of the times being 
what it is, the word "pretty" is regarded as an ambiguous 
compliment— that I hear "pretty" sounds in Webern, Debussy 
and Edgar Varese, and that there is a prevailing lack of 
concern with simply the sound of music in contemporary music.
Apart from that, the remarks are mine verbatim. I 
might add that the very nature of the project dictated my 
stressing these things that I feel positively about in 
Rorem's work— although I have in no way overstated them; so 
I suppose they are validly quotable as such.
In any case, they're mine to the letter, and its OK 
with me if you use them.
Sincerely,
William Flanagan
P.S. I've done a few straight critiques of Rorem's work: 
Off-hand, I recall one in Musical Quarterly (October, 1966); 
and a couple in Hi-Fi Stereo Review, the dates of which elude 
me but are roughly around the time the albums were released. 
The Columbia disc was never reviewed in the magazine because 
I covered it in a disc-survey of the contemporary art song 
that ran as a feature piece.
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The University of North Dakota 
D EPA R TM EN T OF MUSIC
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Luther W. Enstad, Tenor
(B.A 1956, Augsburg College)
Assisted by
Sonja Enstad, Pianist
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THE P R O G R A M
Excerpts from a thesis written by the candidate on 
"The Paris Lyric Songs of Ned Rorem"
Early in  th e  Mo r n i n g .................................... Robert Hillyer
Sally ’s Sm i l e ...................................................Paul Goodman
Pippa's So n g .............................................................Robert Browning
Youth, Day. Old A ge and N ight - - - Walt Whitman
As A dam Early In the Morning - - - Walt Whitman
See How T hey L ove M e - - - - -  Howard Moss
In A G o n d o l a .......................................................Robert Browning
O  You W hom 1 O ften and Silently Come - Walt Whitman
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